Wonderful as they are, our bodies in this world fall short of perfection 
as we know to our cost. Ultimately, we must learn the secret of living in 
vehicles constructed from far finer materials more adaptable for the 
expression of the Real Selves at present struggling behind the masses of 
meat we maneuver around this earth. They will do the job for some 
times to come, but their inevitable end in this world is predictably in 
sight. To gain true immortality, mankind must live by other means than 
flesh and blood. 

—William Grey, The Ladder of Lights 

Human thirst for immortality has extracted a high price: we scamper like blind mice 
feasting upon each other’s blood, shouting for salvation from the priest who has one 
hand on the crap dice, creating monumental and outrageous atrocities to assure that 
our names will outlast our generation (carved in stone with others’ blood). It stands to 
common sense that no one has ever achieved that immortality, not even heroic 
‘leaders’ of the past whose statues fade with age and acid rain; not even the mummies 
of the Egyptian Kings whose corpses crumble with the first unravelling, victims of 
otherwise life-promoting oxygen. Perhaps we perceive a failure in the search for 
immortality because we are looking the wrong way: outward instead of inward. Can we 
as artists and magicians penetrate the Veil of Arcana and see the inner quests, the 
private rituals, the mysterious workings? 

Statues line the broad avenues of past empires, sentinels put in place by men lusting 
after continuance. The artists who carved them drew into the cold marble as magicians 
draw into their own talismans, and met with godly powers; the higher forces that 
ensure eternal life. Perhaps the origin of sculpture lies in remote and arcane rituals, in 
consecrations of the sacred objects for use in magical operations. The first statues were 
perhaps of the gods themselves. 

Edward Ka-Spel of Legendary Pink Dots writes: ‘Storms have tried to greak them 
(statues) and bombs dropped at their feet. They’re still standing —naked, but they're 
warm. They’re waiting for their turn to rule a world where nothing speaks —They’re 
gods themselves— a ‘perfect’ world” (“The Glory, The Glory” —Cheykk, China Doll). 
But the lamentations of Ozymandias come moaning like a plague across the desert; the 
sands and winds erase all human endeavors. Man turns to the Occult where power, 
might, and material Will bows to Time. 

Ka-Spel’s songs are part of an extension of his own variety of magical workings. Magic 
as a system, actually as a plurality of systems, attempts to prepare our astral bodies for an 
immortality that on the surface seems to exact too high a price: our own physical 
elimination. Great warlords, epic politicians, revolutionaries, and dictators try to carve 
their names in stone, to displace the national statues with their own, tostamp their fists 
as widely across the globe as their frenzied armies can battle. But they do not seem to be 
willing to pay the final sacrifice: their death in preparation for Rebirth —the final 
payment. Those in the magical arts work secretly (or semi-secretly), humbling their 
earthly conquests in order to give attention to their astral identites, their inner-world 
communications. Aleister Crowley’s workings for example extracted as much sweat 
and blood from his physical body as did the career of a Napoleon, a Caesar, or a Hitler. 
Vast territories, outer or inner, are not conquered without extracting blood and pain. 

Yet before this can be perceived, far less achieved, the individual must see his body as 
a vehicle, as a nodal buckling in the physical Emanation; by no means permanent (that 
is common sense in light of death), certainly not protected, not even justified (the 
process by which we get here at all is amazingly random and arbitrary). This realization, 
if correctly understood, can be shattering, mind paralyzing. It can create a condition of 
pained nihilism lined with a self-destructive withering away of the Will. This stage is 
itself transitory, but only the strong pass through it, evading madness and death. Once 
through however the Will can be realized and recovered, and the energies of our lives 
can fall into place —the Emanations of God understood and put into play. 

Edward Ka-Spel writes the following in his biographical notation: 

You’re quite alone, your pockets empty, staring at the river. You are 
convinced whatever you attempt will end in failure, no matter how 
noble your intentions may be. Then realization dawns. God’s will is 
mysterious. God’s will is all-consuming and an infinite number of Holy 
Eyes are locked onto you.. An infinite number of hands controlling an 
infinite number of strings, pulling, teasing. 

Ka-Spel is here relating a personal experience: the nihilism to which he was 
subjected came to a beautiful end when the first buds of the Tree of Life unravelled in 
his consciousness. It is a process by which the Light of God descends into the earthly 
sphere, down through the Ten Emanations of the Cabalistic Tree of Life. Yet that Tree is 
merely a diagram, a schematic for meditational purposes: Ten Spheres descending 
from the Divine to the Earthly —themselves linked by twenty-two Pathways. This 
schematic takes into account all observable phenomena, both outer and inner, 
mapping the Divine Emanations from Kether the Crown to Malkuth the Kingdom. 

For the individual the Light will dawn when the time is right. If it happened to Ka-Spel 
while he was staring at that river, his pockets emptied, then he is one of the fortunate 
few. How many ignore the Emanations of God and plunge headlong into the waters. 

Gallantly screaming we fashioned a cross with the legs of the leper who 
cried in his cot. And the ringmaster wrestled the Lamb singing sweetly, 
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NUMBER ELEVEN 


‘The Lord is my shepherd; He died on the spot.’ Madonna was waving, 
she cut herself shaving; we fell on our knees as she led the Infinity Waltz 
—“Infinity Waltz” Cheykk, China Doll 

The characters in Ka-Spel’s songs are looking for a way out, a way through. 
Pandemonium reigns when the search takes on unbalanced proportions; Fellini-like 
banquets (‘‘Lisa’s Party” on Curse, by the Pink Dots, and “‘Lisa’s Resurrection” on 
Cheykk) in which all destructive powers are unleashed: dictators (“Tower One” on The 
Tower, “Wall Purges Night” on Curse), crucified saviors (‘Stoned Obituary” on Curse), 
and crooked priests (‘The Price of Salvation” on Cheykk and “God in a Cupboard” on 
Eyes! China Doll). “Infinity Waltz” is a surrealistic history of those western religions 
which have attempted to reap profit from the thirst for salvation. The western tradition, 
the churches, the Apocalyptic spastics, and the Romantic artists maon and pine for an 
Eternity that always evades them. 

Having passed through the ordeals, the pain, and the blood of human suffering, 
Edward Ka-Spel emerges as the Prophet Qa-Sepel. He is also D’Archangel, now 
possessed with the power of apocalyptic vision: “D’Archangel rises with eyes that 
accuse.”’ He sees the ruins of America, the blasted White House, the wrecked steps of 
the Pentagon down which Fred Astaire dances to George Gershwin music: 

“Gone! It’s all gone —the American Dream. Christ, it’s only a dream. But where are 
you, George Gershwin, now that we need you (God, how we need you?”) 
—So Gallantly Screaming” Asylum (Legendary Pink Dots) 

He sees the rising clouds from the nuclear power plants, the seeds of death, invisible 
death polluting the land, creating an apocalyptic situation that not even the Archangel 
can remedy: 

And scented particles rode on breezes, 
Dropped in deserts, dripped on lawns 
Lost in cities, laced the rivers, 

Brought a new light to the dawn. 

With it, sickness flowed— 

Crept insidious and slow 

Leaving just the afterglow 

of atomic roses. 


—“Atomic Roses” Laugh China Doll Continues next page... 
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- EDWARD KA—SPEL - 


To which direction can you turn when even the highest values of man have fallen 
under erasure, re-evaluation? What paths can the mind follow after those of religion 
and science have revealed their inner destructive core? The Tree of Life takes root in 
strange soils during unlikely seasons. Edward Ka-Spel has had to endure his ordeals in 
order to emerge as the Prophet Qa-Sepel, passing through his own inner church, a 
church of Light, the Golden Dawn. 

I'll be your slave, maybe you’ll be my Priestess. I’d live in acave and we’d 
meet where all eyes turn away. Where we can lay, where we can 
play...and forget the storm. Will you weep when | slip away...to Golden 
Dawn? 

—“Golden Dawn” Asylum (Legendary Pink Dots) 

The Golden Dawn is of course the Hermetic Order of the Golden Dawn, established 
in 1887 by some high-grade Rosicrucians in London. In essence however the Order 
goes back long before 1887; the basis of their system was the Jewish Cabala—the Cabala 
dates, theoretically, from the beginning (or dawn) of time. They also drew upon 
Hermetic magic, talismanic magic, Egyptian ritual, and astrology. The purpose: to train 
the elite in the Occult Sciences and in the Magic of Hermes Trismegistus. 

Aleister Crowley was trained by that Order, as was William Butler Yeats and other 
notable Victorians. They were the recipients of acomplete system of Magic: the Cabala 
and the Tree of Life, Elemental Magic, the Tarot, Astrology, and Enochian —the 
language of the Angels. Ka-Spel communicates in Enochian and utilizes its energies in 
his oft-repeated, joyous phrase “Sing While You May!” 

Ka-Spel also works with the Tarot; this deck of Cards, known to most as a mere 
gimmick for fortune-telling gypsies, is in reality a pictorial representation of the Cabala, 
with each card of the deck corresponding to a particular point on the Tree of Life. The 
energies embodied in each picture can be activated as an entry point onto the Tree. 
Each card takes on a life of its own in the user, expressing a definite aspect of’ 
consciousness: it is difficult to forget the ominous Death card on the cover of the 
Legendary Pink Dots’ Curse, stained in sinister splotches of blood. 
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STRESS “The Big Wheel” 

(Mini-LP) Rhythmic assertions of pure paranoia from 
the good folk of Adventures In Reality. Comes with 
illustrated lyrics. $5.50 


BUSHIDO _ se 
“Voices/Time and Time Again 
A powerful 3-track 12” with vocals by Chryss (Attrition, 


Legendary Pink Dots). A Third Mind release. 4.50 
BUSHIDO “Deliverance” 


The second LP from this band, with full recorded sound 
and elegant music. $6.50 


BUSHIDO “The Sands of Nakajima” 
Their first LP features imaginative use of tapes and 
compelling ideas $6.50 


ATTRITION 
“Smiling, at the Hypogonder Club” 


With new members and manic rock drive, this is the 


..announcing audiofile Distribution 


LIMITED quantities are available now of these much- 
requested and hard to find LP’s & singles: 


Write today, while supplies last (Be sure to list secondary preference). Prices include postal 
fees. No trades will be accepted for this offer...sorry. Make out checks or money orders to: 
Carl Howard—A/a 
209-25 18 Avenue 
Bayside NY 11360 
USA 


This offer is by arrangement with Third Mind, ARR, Terminal Kaleidoscope, and Muslimgauze. Support your independence! 


The Lovers, also knownas the Path of Gemini, linking Tiphareth the Heart Centerwith 

Binah the Great Mother, unites the male-self with its femaleother-self and vice versa. On 
the front cover of the Pink Dots’ The Lovers (Torso Records edition) we see Ka-Spel 
reclining with his Marylou: the two twins separated by the Sword of Zain. The Lovers in 
the Pink Dots’ song are in fact divided: “Soon we'll be swapping letters, crying downthe 
telephone...’til the story starts again.” 

Part of the search in the Golden Dawnis in the discovery of your Other-Self. If you are 
male, then your Other-Self is female, and vice versa; perhaps Ka-Spel has discovered his 
Other Self in the mysterious Lisa. Through his songs we can follow the ‘adventures’ of 
Lisa, first appearing on Curse as the hostess of a surrealistic, Tod Browning-esque freak 
party, killing all her guests with infected cakes (“...a hint of almond makes the dullest 
cakes seem nice...”). On Cheykk China Doll, his fourth solo project, Lisa appears naked, 
helpless at her own christening. Thisisher initiation into the Golden Dawn. Sheisthrown 
into the air by a Priestess, but she survives to be reborn: “a way out...a way through...” 

Cheykk China Doll (Ka-Spel/Torso Records) and Asylum (Legendary Pink Dots/Play It 
Again Sam) are two Ka-Spel-related recordings of 1986 which show a consolidation of 
imagery, musical technique, and magickal advancement. Ka-Spel (is he now the Prophet 
Qa-Sepel?) is weaving a texture more sublime and beautiful. With the aid of violinist 
Patrick Q. Paganini and others including Nurse With Wound sou nd-collage expert 
Steven Stapleton, Ka-Spel’s worlds are being enhanced, elaborated, increasing in scope 
and depth. Whatever Ka-Spel’s private rituals are in his quest for the Golden Dawn, they 
are being given exoteric shape in his songs. 

the cover of Eyes! China Doll Ka-Spel thanks “Nurses, Currents,and Organums” — 
all references to bands related to a pursuit of the Occult in their own respective and 
idiosyncratic ways. But of all of these, Ka-Spel and his fellow Angels and Pink Dots express 
accessibleconcern for the futuresafety of the human race, apassion for life manifested in 
outbursts of “Sing While You May!” We may invoke the Archangel Michael to hold back 
the rushing fires of the ensuing Holocaust, but Mankind has set himself upon that self- 
destructive path, and the powers of the Universe are neutral towards oursurvival, When 
the radiation clouds disperse, only the statues will be left standing, assuming rule ina 
world “where nothing speaks.” 
—Richard Behrens 
[Well, Ed?] 
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band’s best ever(!). Essential listening from Third 

Mind. $6.50 
ATTRITION 

“Shrinkwrap/Pendulum Turns” 


New versions of old favorites, this 12” proved a 
sensation in the clubs. Find out why. 


$4.50 


ATTRITION/SCHAMANEN CIRCEL 
“Deliverance” 

Attention history freaks: this 4-track mixes voodoo 
with politics, for Attrition’s first vinyl release! 
(1983/4) $5.00 


MUSLIMGAUZE “Blinded Horses” 


This brand new LP moves the artist into non-electro 


thythms and powerful ideas. $6.50 


MUSLIMGAUZE _ 
“Hunting Out With an Aerial Eye” 

Featuring “‘Under the Hand of Jarulzelski,””’ others. 
Essential! 56.50 


“THE INVECTIVE OF CORRESPONDENCE” 


creations, and some organization has to exist to do that. Voila! ASCAP... 


What follows is the result of an ongoing corrspondence bewteen A/a and 
Pollution ‘Control Editor/Publisher Pennie Stasik. The impetus for these 
remarks is the controversial articles in PC on the subject of blank audio tape 
taxation and the profit margins of the American music industry, which is 
pressuring Washington for the passing of such a tax. 
|: Artists: Living in a Co-Opt House 

I’ve been following the Home Taping issue in Pollution Control, and | must respond 
that what PC’s criticism has only touched on has “burned me upand down; to become 
artificially emphatic. PBA 


products. Gee, too bad). . 
Consider: the only way that, MIDI.ca 


obtain through their own labors. Or,through another act of hypnosis, the Industry is 
allowed to appéar benevolent in permitting individuals to approach their centralized 


concept of standard: that is, if you're GOOD ENOUGH, you can join us. 
Sadly however (snicker), the Music Bureaucracy wears a ragged coat beneath: its 
snazzy pinstripes. It is petty and paranoid. Its glossy house is of straw devised:(Poetry: 


the weapon of Artists —ahem). Thus the wolves that they fear aré-at the gates are. ; 
p ) y the ‘gates * abuses which such a system has allowed clearly call for the system’s revision, or for its 


actually raging only in these bureaucrats’ minds. Just as thé.few cassettes that market 
represent no threat to the sales of Madonna singles (in our. “free market economy”), | 
am likewise free of legalistic constrictions because these meah nothing to me. Or try it 
like this: groups like Shockabilly or Psychodrama Wwillinever cost dear old Sting the loss 
of a single spoonful of oatmeal. However Big Music feels noqualms about depriving an 
“underground” performer a livelihood because they perceive him as a threat to their 
image monopoly. 7% 


And what are these images? Power, sublimated expressions of joy, pseudo-fuck, 


—PS 


; ll: Casey Kasem and the War Machine 

V'ts hysterically funny that you should call the whole mu$ic system a reward 
mechanism, What you ‘have done is to turn Bruce Springsteen into a Pavlovian dog 
begging for crumbs, of into a circus seal honking the horns (or is Springsteen himself 
-tésponsible. for’ this-metamorphosis?) Unfortunately this means that some of your 


disgruntled readers are merely seals who haven’t lucked into the right circus yet. How 
' 2 


» ASCAP and BMI are not worker’s unions but enormous legalistic payola 
factories (again, my non-position exempts me from restrictions of legal propriety). They 
claim to represent the working musician —in reality they protect the status quo of the 
industry by weeding out unde$irables. You mentioned something which | neglected 
entirely —that Big Music with all of its high-tech weapons is doing all across the planet 
today what the American settlers did 150 years ago —displacing indigenous culture and 
replacing it with bland, white-boy pap. 

a The following quote-comes from a 1984 album of Chinese zither music [see also A/a 
“..traditional ‘culture, music in particular, 


: i c gave way to Western tastes newly 
acquired by the) younger) 


generation... [zither music] has a rich and historical past, 
but its future is uncertain.” 
pi > —Professor Louis Chen 
This then is the benevolent gift of the west: first, offer something nice that you can 
onty pay for (not make) —then make the act of paying itself glamorous. Who wouldn’t 
‘willingly dispose of their own culture under such conditions? And when the ‘evil’ is 
exposed, why do we continue to support it? 

Do you vote? I haven’t in yeas. I'd felt that voting was wrong, but | couldn’t say why. 
Now | know why. It is because we do not live ina direct democracy. Our “leaders” only 
represent statistics and demographics —not people. This means that whoever appears 
most influential will ‘be able’to. buy the key to direct representation. | described 
government-as a tremendous mediator between legalized trade (industry) and those 
who believe that money’ is law. Since industry automatically represents most of the 
{ money, it follows that it “REPRESENTS” most of the law. The Constitution was designed 
\to.constrict those beneath it into the legalized trade-patterns of those above it. Yes, this 
idéa may-once have been revolutionary, in that for the first time a nation was to be 
established on the precept of management over monarchy; but today however the 


expulsion. es 
That corruption and cultural abuses have permeated every level of our society is 
(sometimes) easily exposeable“ Read. this about who controlled the forces of organized 
education in California in'1965: The following comprises a summarized list of members 
of the Board of Regents the highest education authority in the state— and their super- 
industrial affiliations. leave out most of the names: 
Broadway-Hale Department Stores 


i i jes’ raat fic Mutual Life Insurance 
pseudo-thrill, pseudo-happy. You know, Americans jes’ wanna be HAPPY and NICE.“ \\\, Pacific 
But these images reveal a cheapening of spirit; the confusion of NEED with WANT. By.) BS “garaeitic Telephone & Telegraph 
and large there is nothing either healthy or constructive about these i sand re, At? Bank of America 
way that they are presented. Yet this is precisely what Big American Ente’ ment: om Los Angeles Times 


Hs; 
» The result of some 
quick computations would reveal a suspicious obsession with dr submission of this 
kind down every gullible throat in the world. 2 ey Ni mca 

And since Big Music thrives on the conception (for it is jothing more) that it is 
legitimate, it must be backed by the government as an official arbiter of “fair,” 
legitimate trade. Bang! The collusion between bureaucracies stands exposed, 
identified. : 

Why then should independent artists (who still in 1986 must fight against such 
prejudicial terminology as “amateur,” “cottage industry,” and “vanity products” 
perjorative terms when compared to the ‘ethical’ assurance of athe) wore 
“PROFESSIONAL”) expect any favorable representation from the Big Boys? The-only 
real FREEDOM recognized in the government-backed free market economy,is ‘the 
freedom to consume. Never tell the consumer that he is free NOT TO CONSUME; that 
he is free to regenerate an economy based upon reciprocal cultural arrangements — 
upon crafts instead of products. 

In other countries, artists can be locked away or forced to work for State 
commissions; in this country artists have the ‘right’ either to wither in sewers or to make 
it Big on the Big Boys’ terms. Music bureaucrats pretend that they INITIATE, not 
capitalize upon, styles. In reality they suck the winds of trend while farting, “We think 
you’re GOOD ENOUGH (for us/as far as we’re concerned).” Big Boys attempt to 
confuse what a free and what a constricted artist is. To them, the “free” artist is one free 
to release products through their benevolent agency, and to be remunerated out of the 
profits. But let the artist fail to capture immediate popular fancy, or let him try to market 
his own home-made cassette, or to print an article on this subject on his record cover: 
the benevolent walls of freedom will invariably close in. But | am free to publish this 
article. My freedom partially stems from the fact that | am so beneath the notice of the 
Big Boys that | can rant with relative impunity. | can advocate sado-masochism and 
Satan worship if | so desire (and | don’t). And legality is not an issue as long as| infringe 
no copyright or libel laws (which is actually very hard to do!), particularly because | 
know that no work of mine will ever begrudge Sting his oatmeal. 

It is those who feel that they must work within the narrow limits of Big Boy economy 
who will always encounter problems. | don’t have to buck or skip around the law: we 
exist on different planes. To the society which forces the constriction and the co- 
optation of artist and consumer/patren alike, | say: Fuck ASCAP. Fuck BMI. No one has 
to give a damn. Only the hypnosis which makes us believe the omnipotence of Big Boy 
economy keeps it running from day to day. Whoever came up with the idea that the 
rights of artists are subordinate to those of businessmen anyway? Dance, artist-clown, 
dance! Entertain us or die! Such a lovely equation. Screw that rot. —CH 


with consumer approbation driving them every step mth 
th 


het 


| want to reply here to a couple of points: 

1) Big Music as “legitimate center for audio culture in all of North America.” Make 
that a global statement. Between the US and the UK, the tastes and flavor of music is 
spiralling down that hypnotic tunnel and disappearing into that tiny dot at the center 
of the vortex, to be regurgitated out into a new universe of “Asian” pop, “Latin” 
jazz, and on ad nauseum. We specialize in franchises worldwide from hamburgers to 
“democratic” governments to music. Eeee gads. 

2) This idea of the consumer as the submissive party is interesting. I’ve noticed it 
myself. Do you have any sources for this idea? Is it because we beg? Are consumers 
demanding children? The supplier [as] the provider, father/mother figure? I’ve 
thought this submission doesn’t seem on the surface necessary (although it is at this 
time). Why do-you think...? Do you think it’s necessary? 

3) I’ve been mumbling “Fuck ASCAP” now since before | wrote that article [“How 
the Music Industry is Killing Music”.in PC 9, A/a 16, and Alternative Rhythms 23). 
The letters we get in just want their money. | say the nature of the beast isa monster 
and simply cannot exist in any legitimate way so that “all get paid fairly.” The system 
isa reward mechanism to treat some elite group especially. | think this isa maligned 
system (or | think | think so). Yet people feel they should get paid for the use of their 
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audiofile Tapes. 
af 11 C-60 Chrome. 
Send 5.00 to: 


Carl Howard—A/a 209-25 18 Ave. 
Bayside NY 11360 USA. Don't Delay. 
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INTERVIEW: ELLIOTT SHARP 


Unlike Paris in the 1920’s it seems difficult today to identify easily the elements of a 
scene. This is true for a number of reasons, among them that “scene” tends to denote 
today not what items exist objectively in a given frame (as “realists” might expect) but 
what items exclude themselves from their surroundings in order to form the matrix of a 
cultural ghetto. We recall that the group referred to as the Surrealists was nebulous at 
best, with a roster that seemed more pan-dimensional than concrete. Likewise with the 
much-touted New York “art scene” it appears more than likely that what has been 
construed as a firm collective is merely the area where more people have gathered fora 
similar function; however the “regulars” themselves are often out of town, out of the 
country in fact, or live only in international airspace as Fred Frith seems todo. Today the 
“art scene” in Soho is the place where semi-talented artist/entrepeneurs get millionare 
backers to front their dream gallery amid breathless visions of rebellion and 
iconoclasm. Ha! If the only difference between Soho/Noho and Madison Avenue is 
geography, then the situation stands to be exposed as such. And so we can talk about 
the Lower Manhattan “business scene.” 

What spirit of non-entrepeneurial endeavor does survive on the Lower East Side is 
with those who are now hailed as pioneers: the Zorns, the Chathams, the Laswells. And 
Elliott Sharp. A multi-talented musician and composer, Sharp corresponds in his own 
way to the myth of the cultural outsider, being one who rai fom the 
periphery of any given mainstream before plunging into city 
Sharp asa constructor of, to put one way, the social patter! 
language, is concerned with the interactions of sonic bur: 
sign, and with the almost (?) political translation of t 
And Sharp seems to realize that part of today’s p) 
cheaply-reproduceable dissonances —the kind whic 
it a point to ban. Seen in this light his compositions 
and World Language to transcend this cultural, info 
the function of the practicing Magician in a magic- 
abundance of data is the same as no data at all: 

“You hear so much self-indulgence in music, and se 
transmitting any kind of information,” Sharp assert! 
[transmit something] if it’s going to be successful. For m 
transmits information on a number of levels simultaneous! 
will, syntaxes.” Sharp nullifies the gridlock by eschewing trad 
traditional modes of conveyance. It is the rhythm of cellular path 
the spontaneity of the fortuitous clash. , 

“People think of ‘message’ in its most simplistic ter 
far vaster than a lyrical content or melody,” says S| 
supposed morality. “It really has to do with every fact 
and the musical interaction. It also has to do with t! 

Sharp’s music and indeed his life is a study of chang 
sameness. When he first came to New York, his hair 
Gradually this was cut back until today, when he comes to 
scalp of the Buddha. During the following interview, 
colored T-shirt to olive long-sleeve to olive long-: 
see these transformations occur. And so at all ti 
being generated between interrogator and interrog: 
does tip his full hand, does he? 


text of World Music 
lock. What, exactly, is 


A/a: Let’s start with your background in music. 
E#: | started learning about music, or something that approxim, 
years old and took piano —classical piano— andswitched te 
really mean much as music though, just black dots 
interesting. | liked the odd things | heard, the Stray 
[Fantasia]; but mostly | didn’t have much conscious: 
The Rolling Stones, and that sort of stuff. | began he 
electric guitar, Jimi Hendrix who | liked alot,and 
slide guitar. It had that vocal quality that | liked. | 
stuff | was doing back then took a lot more.chan 
A/a: Anything like Ir/Rational Music? 

E#: Probably closer to that in sound. That tape fo 
technical claim involved, whereas in the early da’ 
what to dowith it,sol made sounds. But had asense of 
high school | used to listen in the classical realm: é 
Partch, Stockhausen. | got asense of what a composer d 
of myself as a composer. To me that was something t 
Stravinskys and Beethovens. 

A/a: Was there any interest in hearing things live? 

F#: Just what my friends and | did. We'd go hear bands like The Grateful Dead. | had a 
private Jimi Hendrix concert at Manny’s Music Store: | went there early one morningand 
| was trying out fifty-dollar guitars. And there standing in front of me were these 


turquoise pants, and | looked upandtherewas Jimi Hendrix. He was trying out fuzzboxes " 


for about forty-five minutes there in the store. There were two other people there 
besides himself; quite amazing. 

A/a: You grew up in the city? 

E#: Not in the city, but nearit. | was from Clevelandoriginally. My family moved to White 
Plains when | was five. | stayed there until | finished high school, then I splitas quickly as! 
could —that was a pretty wretched place to live. 

A/a: What was the impetus to start recording? 

E#: The actual catalyst was attempting to get a gig ata student club called Axis, in Soho. A 
friend and |, David Fulton —who was doing alot of guitar duets— went tosee someone 
play who was living there. The guy [at Axis] said if you don’t have arecord you can’t play 
there, so we found out through New Music Distribution Service how to put outarecord, 
and we did it. |had succumbed to the myth for years thatif you practice and you’re good, 
someone sooner or later would hear you and give you a record contract. That was a 
revelation, to realize that it doesn’t work that way. 

A/a: The first records were done in Buffalo and Massachusetts. When did you come to 
live in the city? 

E#: | had never really lived here before, but | moved herein October of 1979. | met some 
people who were here before | moved down who had paved the way. | played on the 
Planet Gong concert tour in 1978. | played solo guitar there, which was how | met Bill 
Laswell, who was playing in The Zoo Band at the time, and Mark Kramer. So many 


ENERGY FUELS THE MUSICI 


connections were made, so many people | metat different times and places. | also knew 
some of the people in The Lounge Lizards —John Lurie, Steve Piccolo— and we shared a 
house between us in upstate New York in the 1970’s when Steve and | had a band 
together. He’s been doing more commercial stuff lately. He wrote the lyrics tothat Laura 
Branigan song “Self-Control.” He’s writing something for Dionne Warwick now. And if 
he’d rather do that than...not...then more power to him. 
A/a: How about you picking up the saxophone, those instruments. When did that start 
happening? 
E#: Well remember, | had taken up the clarinet, and | had dropped it when | started 
playing electric guitar. | was studying in 1972, taking up musicology and jazz, and my 
instructor had encouraged me to play a wind instrument. | think it was more his bias 
against electric guitar. But | continued with the guitar, and | also started playing 
saxophone. a 
A/a: But now when you teach guitar and people don’t really know the instrument, they 
go in ‘blind.’ 
E#: Yeah, you have to have the irrational, but you also have to have a certain systematical 
approach so whatever you can execute, hear, whatever your vision is you can realize its 
discipline like any other discipline. Anyone wishing to apply knowledge, whether it’s the 
scientific work. You know, it’s always a balance between 
nn —the old Levi-Strauss description of the bricoleur andthe 
ho is halfway between science and magic. So thescience may 
t then the magic takes over. You know Watson’s dream of the 
ion of it; he had adream of the helix,andthatwas the form of 
the man who discovered the benzene ring of course, not 
western science’s attention. He had a dream of the snake 
ed out that the form of the benzene ring molecule was a 
tail. 
sical experience can be a visionary or a revelatory 
r divine things while you're playing? 
!numbers appearing, or angels or anything, butit just pits 
hatallows you tosee things thatyou wouldn’t otherwise 
different pathways to form in your nervous system, 
p other knowledge. Maybe then you can become 
iexperience. Those are different ways of describing it. 
of playing music | have had experiences: | havefelt 
of perception. That’s as far as I’ve got. 
ame lines, but listeningto your work I notice thatit’s 


fiat pay enough so | can rehearse musicians and find 
je music. | think the systems approach I’musing now 


ent pieces. [As for] the piece “Marco Polo’s Argali,”” 
The Ritz, and there was a long version of it played at 
with Fibonacci numbers. Some of the pieces on the 
r Records]—thesongs “Geometry,” “Universeand 
se News’’— the tunings of the instruments, the 
mis, the structures, the forms, the way different cycles 

ived from what was pretty much the Fibonacci Series, 


p the cup sculptures [on the cover of the Zoar LP 


e astronomical maps. Alotof the angles are multiples 
eat Pyramids of Egypt were constructed along those 
has occured throughout history both from humans 
, and from divining them through whatever 


ooo000 
is...a recourse to what can be considered 
anism, or Kaballism: these are used as key 
of thinking. Pythagoreanism was both a 
system. Number translates into space and 

d geometry.” 

—Sol Yurick: Metatron 
Semiotext(e), 1985. 
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have reveal themselves in the titles of your music? 
Cos ely to . that are about something or some collection of 

observations. | don’t like to be a journalist about things but | do like to focus attention 
on a certain idea, event, or person in the titles. And maybe there’ a certain sort of 
mapping between the music and the titles. Sometimes it’s more explicit, sometimes it’s 
less. 
A/a: Like with John Zorn, who has a physical sequence running through his head. 
E#: Any composer | think, with a playing of a piece, is trying to make that a whole state 
of consciousness, that whole series of thoughts, appear again. 

A/a: One of the strangest examples is the second ISM record —the titles are all initials. 
E#: We were trying to be very reductionist. | mean, “R” stands for ‘record.’ “ISM” 
doesn’t stand for anything, although the original derivation of it was from ‘-ism,’ which 
besides being a suffix denotes the transformation of thought or system in the purest 
sense of the of the word: into something that’s being codified. It’s also from the writer 
Richard Hofsteader (Godel, Escher, Bach). Itcan also be amathematical description of a 
poem. 

A/a: What about the history of ISM? 

E#: It started with the music | was composing which became the first ISM record, and 
after that it appeared | wanted to get a band together to perform that music, and it 
started with four people and transformed a lot. A lot of different people coming in and 
out over the course of its history which was from November 1981 to February 1983. 
February 24 was the last ISM gig. A lot of things just happened, people leaving town, 
coming to town, or getting involved in other projects or gravitating towards what 
you’re doing. 

A/a: What happened when you started Carbon? 

E#: Again, | started composing music on a four-track Portastudio and | wanted to doa 
record. | needed musicians to do it. | naturally gravitated to musicians whose works | 


had known: Charles Noyes, David Linton, and Mark Miller...and we rehearsed once 
and played one gig at a club, Giorgio’s Place, which was essentially a dress rehearsal for 
the recording session, and then we did the session. There were maybe two or three 
months after that. | had been thinking of getting a band together to play the music and 
had to find other people, because the people who were on the record were involved in 
other projects, and | found Jane and James... | think | met Jane through a friend of mine 
and that worked out pretty well. Charlie Noyes played our first gig and then Jim M. 
approached me at the first gig at CBGB’s, and wanted to play the bass drum parts for 
another gig, and that worked out. 

A/a: Now that things have been together for a while, composing for Carbon, are things 
evolving out of Carbon...? 

E#: Not too much, because | don’t knowif it’s people’s attitude towards me or the band, 
but it seems that most of the writing is left to me. Which is fine with me in one sense: | 
like the idea of bands where it really is a band; people who have gravitated together not 
out of any design, but because they know the people who have come together, and 
they perform as the most cohesive kind of unit that can be called a band. This is a band 
though in the other sense of the word, which is musicians playing together with a 
certain sense of tightness, and even if they don’t always, happen to be playing a musical 
structure —and | don’t always structure things explicitly— people bring a lot of their 
own thought. | might describe a general approach for someone to take, for their part, 
and leave it to them to come up with the details for it. 

A/a: Has Carbon done touring? 

E#: No, I think...an earlier edition of Carbon...well, now | realize that what | was giving 
you was the history of this latest version of Carbon...but there was another version. In 
1983, after ISM wasn’t, | was approached to do a gig at the Speed Trials. That was a little 
festival of sorts at the White Columns Gallery in ’83; a lot of bands played [Soundtrack 
recording available through Homestead Records (—CH)]. And | had an idea for a band 
that was going to be called Carbon. Carbon was also the title of one of the pieces on the 
first ISM record. It was a name that appealed to me, Carbon being the basis of organic 
life. I’m*not very interested in using the synthesizers or computers, at least in this 
particular music, which for me is most of the music | do. | enjoy playing around with 
other genres and idioms; pop music of various kinds. But this is the music | do. So the 
fact that it was a non-silicon band, and somehow connected with this one element... 
Carbon’s also what you get when you burn down any organic materials. 

So the original version of Carbon was Rick Brown from V-Effect playing steel drum 
and mallet bass, and Jonathan Kane who was in the Swans (and who is now in Sing Sing 
doing three to five) was the original drummer. And we did that gig and then... think we 
played in Philadelphia. | played a couple of other gigs here in New York. Marie Pilar 
joined the band, and David Linton became the drummer, and the three of us went to 
Europe [See (T)Here, Zoar Records]. With the addition of Charles Noyes we played in 
Music America in 1983, in Washington DC. And we went to a festival in Berlin, a couple 
of other gigs, one of which was shut down by the German police —that was a pretty 
wretched tour. And so | put aside doing bands completely for a while; that was in 
November. 

A/a: What were the problems in Europe? 

E#: There were problems in the internal band structure and there were a lot of 
problems with money, especially since the dollar was climbing, the Deutschmark was 
dropping. The contracts would be signed in Deutschmarks and it was worth a lot less 
when we finally got there. That was the worst tour; | was glad to get downto Mexico for 
a month to cool out. The whole tour let me refocus my attention on what | was doing 
and why | was doing it. By getting away from doing music and away from the whole 
scene in New York —which | had gotten pretty down on— I was able to find the 
musicians again that | value, and also to find my way back to the music that | needed to 
do. 

A/a: Apparently since then you’ve been more open to playing with different people, 
like Chris Cochrane. 

E#: Yeah, I’ve known Chris for a little while. I’ve always liked playing with different 
people; a lot of different drummers, and I’ve never turned down a gig...because I’ve 
always believed in eclecticism, keeping as many interphases going as possible —that 
keeps most information going. 


nee ee ee ee 
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‘Carbon at The Ritz, NYC, 1985/ph 


A/a: Do you have any favorite people that you like to do duos with? 

E#: Charles Noyes, one of my favorite musicians. Zorn I’ve only done duos with in the 
context of larger pieces. We did some concerts a couple of years ago, in quartets, and 
there were some enjoyable moments in that. | like John Zorn’s work a lot. | haven’t 
done many duos lately. 

A/a: What about style? 

E#: Very percussive approach. Both in the wind instruments and in the string 
instruments. I’ve always loved drums and good drummers. When | was studying with 
Charles Kyle who is an ethnomusicologist and author of the book Urban Blues, | began 
to study various types of drumming... Hand drumming mostly, banging on a drum set 
whenever | could get a chance. 

A/a: And you're building your own instruments now. 

E#: Well I’ve been building my own instruments ever since | began fooling around with 
guitars. When | was making “noise” in 1968, when | started playing guitar, | used to like 
to’build little constructions. | was a big fan of John Cage, so there were preparations | 
would do, make some weird plastic guitars out of these refrigerator chests and various 
things that | could bang on; make feedback. (Pointing) That one is a Violinoid, built 
about 1978. As you can see, one half of it is pretty similar to a violin, and there’s that 
other half with the short string line, which gives beautiful high harmonics. In Carbon 
we use the Pantar: | can show you the basic principles. It’s the top of one of these 
cardboard drums —you can see they have nice ridges on them that strings can rest on as 
a nice natural bridge. The strings can either be plucked and you can bend them across 
the bridge, or you can play it like a thumb piano, and it hasa contact mike on it. There’s 
also the Slab, which is like a horizontal bass with a bridge at the center of the string line, 
so it turns a four-string instrument into eight strings. It’s sort of a cross between a 
marimba and a mallet bass. 

A/a: Let’s talk about vocal style. 

E#: I’ve certainly been inspired by a lot of non-western singing. | like splitting my voice 
up so you get multiple harmonics. | don’t like words too much; they seem to have been 
devalued —the meanings are either too easy or too trite [“Take...these broken 
wings...]. Arto is someone who writes good words. | like the words to my song ““No Way 
Out;” that was written right around the election campaign of 1980, and I still like those 
words [Sharp puts on a song called “Two Faces Stare,” written with David Linton]. 
A/a: That’s the minority of your music, though. 

E#: Yeah, | don’t write a lot of words. [At PS 122] | was singing into the bass clarinet. Just 
the neck itself; it had apickupso | could sing into it, and it could go into a fuzz box, and| 
could get further distortion by cupping my hands over the end of it. 

A/a: | thought it was one of those voice boxes for people who don’t have larynxzes... 
E#: No, it’s one for people with a certain part of their brain removed. 


One thing about lyrics for me is that often when | listen to music | can rarely 
understand what the lyrics are; even if | know what the words are it’s almost as if they 
don’t have any meaning as words, just sounds. And then with my singing, it’s just trying 
to get the information through without getting too explicit in the lyrics; just letting the 
timbre and the attack convey the information. 

A/a: Oh yes, the Basstubinet. 

E#: [It’s a] bass clarinet with the mouthpiece taken off and played like a tuba into the 
neck. (Demonstrates Sopranino Tubinet) A lot of my work has to do with transforming 
one instrument into another, playing strings as if they’re percussive, often trying to 
come out with woodwind kinds of phrases and uses of oertones; playing the strings as if 
they were drums. 

A/a: That’s also reinterpreting the system. 

E#: Yeah, you end up with a different sort of musical syntax if you shuffle what your 
tools are. This is a soprano sax with a contact mike on the body. It feeds into a guitar 
amplifier which has a snare drum tuned to the resonant frequencer of the horn, and this 
amplifies all the key strikes; and so the body of the horn triggers the snare drum; so it’s 
as if | have a really tight drummer playing in unison with me. That drumming is all 


generated by the sax. = = 
Continues in A/a#12 
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“THE INVECTIVE OF CORRESPONDENCE” 


creations, and some organization has to exist to do that. Voila! ASCAP... 


What follows is the result of an ongoing corrspondence bewteen A/a and 
Pollution ‘Control Editor/Publisher Pennie Stasik. The impetus for these 
remarks is the controversial articles in PC on the subject of blank audio tape 
taxation and the profit margins of the American music industry, which is 
pressuring Washington for the passing of such a tax. 

I: Artists: Living in a Co-Opt House 

I’ve been following the Home Taping issue in Pollution Control, and | must respond.-~ 
that what PC’s criticism has only touched on has “burned me up and down;” to become 
artificially emphatic. j ee eS ? 

The question to ask, one which has not yet been voiced through the pages of PG; is” 
WHY has the situation become this way? What is the basis far the collusion between, 
government and Industry (the standard double-whammy of the Business State)? Why'is 
Big Music so anxious to KO the efforts of sélf-producers whom they’ve\never even 
seen? It is necessary to scruitinize the mindset‘of Big Music, and to fealize that the only 
true “justice” ever to be legislated inthe United, Statés has come from the Supreme 
Court, which has demanstrated its firmness against thosé who would horde what can 
be “legally” imaged upon. videotape.> ~ < o45* 

Big Musicsuffers:ffom what we'cati call a “God complex.” It is under the impression 
that it is the only legitimate center.for audio culture in all of North America. And so it 
must carry, on’a two-fold hypnosis war at all times: First, it must convince the public to 
become the s‘buying: public” by throwing out millions of fairly inexpensiyé-and 
enticing products +-irr'this way the creative will of the consumer (consider thera of | 
The Consumer in terms of a dominant/submissive relationship) is so subjugated that’ 
one actually believes that the Industry is, alone, legitimate. Second” foust horde. «. 
technology and the market in order to prevent outsiders from reeing non its image. 
monopoly (one example: the recent lawsuit by Big: sic\.agairist the, small, 
independent distributor Caroline Records or apparently importing “unauthorized” 
products. Gee, too bad). SA ANAS 

Consider: the only way that. MIDI.can, become “affoi ” —although never 
available to the poor— is to keep the Industry standard far above what individuals can 
obtain through their own labors. Or;through another act of hypnosis, the Industry is 
allowed to appéar benevolent in permitting individuals to approach their centralized 
concept of standard: that is, if-you're GOOD ENOUGH, you can join us. 

Sadly however (snicker), the Music Bureaucracy wears a ragged coat beneath~its 
snazzy pinstripes. It is petty and paranoid. Its glossy house is of straw devised: (Poetry: 
the weapon of Artists —ahem). Thus the wolves that they fear aré.at the gates-are.: 
actually raging only in these bureaucrats’ minds. Just as thé.few cassettes that | market 
represent no threat to the sales of Madonna singles (in our, “free market economy”), | 
am likewise free of legalistic constrictions because these mean nothing to me. Or try it 
like this: groups like Shockabilly or Psychodrama Wwillynever cost dear old Sting the loss 
of a single spoonful of oatmeal. However Big Music feels noqualms about depriving an 
“underground” performer a livelihood because they perceive him as a threat to their 
image monopoly. ’ 

And what are these images? Power, sublimated expressions of joy, pseudo-fuck, 
pseudo-thrill, pseudo-happy. You know, Americans jes’ wanna be HAPPY and NICE, 
But these images reveal a cheapening of spirit; the confusion of NEED with WANT. 


with consumer approbation driving them every step of: 1e ay. The re: 
quick computations would reveal a suspicious obsession dri submission of this 
kind down every gullible throat in the world. | Weaaaiaeenel 


identified. 

Why then should independent artists (who still in 1986 must fight against such 
prejudicial terminology as “amateur,” “cottage industry,” and “vanity products” 
perjorative terms Word, 
“PROFESSIONAL”) expect any favorable representation from the Big Boys? The-only  “ 
real FREEDOM recognized in the government-backed free market economy,is the 
freedom to consume. Never tell the consumer that he is free NOT TO CONSUME; that 
he is free to regenerate an economy based upon reciprocal cultural arrangements — 
upon crafts instead of products. 

In other countries, artists can be locked away or forced to work for State 
commissions; in this country artists have the ‘right’ either to wither in sewers or to make 
it Big on the Big Boys’ terms. Music bureaucrats pretend that they INITIATE, not 
capitalize upon, styles. In reality they suck the winds of trend while farting, “We think 
you're GOOD ENOUGH (for us/as far as we’re concerned).” Big Boys attempt to 
confuse what a free and what a constricted artist is. To them, the “free” artist is one free 
to release products through their benevolent agency, and to be remunerated out of the 
profits. But let the artist fail to capture immediate popular fancy, or let him try to market 
his own home-made cassette, or to print an article on this subject on his record cover: 
the benevolent walls of freedom will invariably close in. But / am free to publish this 
article. My freedom partially stems from the fact that | am so beneath the notice of the 
Big Boys that | can rant with relative impunity. | can advocate sado-masochism and 
Satan worship if | so desire (and | don’t). And legality is not an issue as long as| infringe 
no copyright or libel laws (which is actually very hard to do!), particularly because | 
know that no work of mine will ever begrudge Sting his oatmeal. 

Itis those who feel that they must work within the narrow limits of Big Boy economy 
who will always encounter problems. | don’t have to buck or skip around the law: we 
exist on different planes. To the society which forces the constriction and the co- 
optation of artist and consumer/patren alike, I say: Fuck ASCAP. Fuck BMI. No one has 
to give a damn. Only the hypnosis which makes us believe the omnipotence of Big Boy 
economy keeps it running from day to day. Whoever came up with the idea that the 
rights of artists are subordinate to those of businessmen anyway? Dance, artist-clown, 
dance! Entertain us or die! Such a lovely equation. Screw that rot. —CH 


| want to reply here to a couple of points: 

1) Big Music as “legitimate center for audio culture in all of North America.” Make 
that a global statement. Between the US and the UK, the tastes and flavor of music is 
spiralling down that hypnotic tunnel and disappearing into that tiny dot at the center 
of the vortex, to be regurgitated out into a new universe of “Asian” pop, “Latin” 
jazz, and on ad nauseum. We specialize in franchises worldwide from hamburgers to 
“democratic” governments to music. Eeee gads. 

2) This idea of the consumer as the submissive party is interesting. I’ve noticed it 
myself. Do you have any sources for this idea? Is it because we beg? Are consumers 
demanding children? The supplier [as] the provider, father/mother figure? I’ve 
thought this submission doesn’t seem on the surface necessary (although it is at this 
time). Why do you think...? Do you think it’s necessary? 

3) I’ve been mumbling “Fuck ASCAP” now since before | wrote that article [“How 
the Music Industry is Killing Music”.in PC 9, A/a 16, and Alternative Rhythms 23]. 
The letters we get in just want their money. | say the nature of the beast isa monster 
and simply cannot exist in any legitimate way so that “all get paid fairly.” Thesystem 
isa reward mechanism to treat some elite group especially. | think this isa maligned 
system (or | think | think so). Yet people feel they should get paid for the use of their 
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when compared to the ‘ethical’ assurance of .the; word,\ 
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—PS 


“ \ Is Casey Kasem and the War Machine 
l'ts hysterically. funny that you should call the whole mu$ic system a reward 
mechanism, What you bave done is to turn Bruce Springsteen into a Pavlovian dog 


“ 7 ~ * sft 2% . . 
...traditional ‘culture, music in particular, 


C gave way to Western tastes newly 
acquired by the) younger’ 


generation... [zither music] has a rich and historical past, 
but its future is uncertain.” 


L- : —Professor Louis Chen 
This then is the benevolent gift of the west: first, offer something nice that you can 
only pay for (not make) —then make the act of paying itself glamorous. Who wouldn’t 
willingly dispose of their own culture under such conditions? And when the ‘evil’ is 
exposed, why do we continue to support it? 

Do you vote? I haven’t in years. I’d felt that voting was wrong, but | couldn’t say why. 
Now | know why. It is because we do not live ina direct democracy. Our “leaders” only 
represent statistics and demographics —not people. This means that whoever appears 
most influential will“bé able’to, buy the key to direct representation. | described 
government as a tremendous ‘mediator between legalized trade (industry) and those 
who believe that money i law. Since industry automatically represents most of the 
money, it follows that it “REPRESENTS” most of the law. The Constitution was designed 
to.consttict those beneath it into the legalized trade-patterns of those above it. Yes, this 
idéa may-once have been revolutionary, in that for the first time a nation was to be 
established on the precept of management over monarchy; but today however the 
a which such a system has allowed clearly call for the system’s revision, or for its 
expulsion. ; 

That corruption and cultural abuses have permeated every level of our society is 
(sometimes) easily exposeable/Read.this about who controlled the forces of organized 
education in California in'1965: The following comprises a summarized list of members 
of the Board of Regents'the highest education authority in the state— and their super- 
industrial affiliations. |leave out most of the names: 

Broadway-Hale Department Stores 
Pacifig. Mutual Life Insurance 
_, Pacific Telephone & Telegraph 


ba 
ght Bank of America 


Los Angeles Times 
United Nuclear Corporation 
Lockheed Aircraft 
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‘Pollution Comtrol:- 


Banks 
Banks 
(Source: Berkeley: The New Student Revolt. Hal Draper, Grove Press, 1965) 

In the entire board, exactly ONE educator was represented: State Superintendent of 
Education Max Rafferty, described as an “ultra-rightist.” Got the picture? The charge of 
that book is that education had been corrupted intoa synthesizer of cogs for the business 
machine. | agree. When | hear people telling me how they WANT to work for IBMand the 
Pentagon, | shudder. | shudder when they tell me that because they won’t be actually 
firing weapons themselves, they won’t be supporting the war machine. And when you 
buy your COOL software for your COOL IBM PCjr, you aren’t actually supporting IBM- 
backed fascist dictatorships in Central America. No. If that’s true, it means that IBM 
doesn’t need your money, and has another source of income, DOESN’T IT? Well, that’s 
right. It has its hands in the war machine just as Coke and Pepsi do (valid by same 
rationale). This is also the war machine that’s ultimately going to decide whether you 
have to pay a tape tax, in order to protect the Indu$try from YOUR exploitation. Your 
exploitation is the exercise of your right to add to, not merely consume, culture. 

Itis revealing to compare the way that musicisadvertised here from the way it’s donein 
the United Kingdom. What it shows is that the UK industry is far more in touch with each 
buyer (simple logistics explains why), using direct and one-to-one “cool” appeals 
without the industrial harshness of ads in Variety and Billboard. Observe: 

Most UK rock-music advertising appears in insidiously trendy magazines (industrial 
mouthpieces, of course) where hes flash the product, pitch it quickly, and go away. 
American ads take the form of neon bilboards where they flash the clothed (and thereby 
unobtainable) breasts of somesingerand force you to realize the perfect greatnessof this 
commodity. “You already know that Madonnais great. You know you want her and you 
know why. There will be no discussion of the matter. Now shut up and consume. And if 

' you feel the disgusting need to jerk offin her poster, justdon’tdoitin frontof upstanding 
people like us.” And yet masturbation is clearly the only response allowed the consumer 
—even this is frustrated. Peep show owners don’t like you creaming on their wares. 

Most sickening of all is watching the lifeless, unmoving grin of Casey Kasem (the Voice 
of Democratic Culture in America), who while counting down the week’s Top Ten with 
his perfect voice and his ten second video clips, “dresses down” soas notto give away his 
vested interest in the Indu$try (revealed as his Co-Producer credit rolls by at the end of 
the show); all the while trying to sell me on the idea that so-and-so is automatically 
GOOD because he/she is SUCCESSFUL. To read him correctly, the next President of the 
United States should be Stevie Nicks. Too bad Sting wasn’t born here, But perhapshecan 
be King of England while this country is run by the benevolent triumverate (or junta) of 
Bruce Springsteen, Michael Jackson, and Lionel Ritchie. 

Is this crossover at any price? And isn’tit revealing that Michael J. clothes himself with 
the uniform of the war machine while proclaiming love and kindness? Isn’tthis thesame 
as installing hundreds of missiles in Europe armed with nuclear warheads, and calling it 
defense? Consider the obviously peaceful intent of the first-strike capability... Take this 
toits extreme: Vote for Star Wars weaponry becauseit stands for apple pie (with synthetic 
emulsifiers) —all that’s GOOD in America. All IS good in America. 

We can judge American cultural prosperity by the most arbitrary indicators of its most 
arbitrary spokesmen. Example A: Notice Casey Kasem’s indicator of culture: SUCCESS 
automatically insures TALENT. Thus if a charlatan becomesa disco hero by programming 
a rhythm machine (Arthur Baker), then TALENT is redefined aspushing the right buttons. 
And all the zombies marching into IBM by day and Danceteria by night say 

. YES 
YES 
YES. 

And yet the factor of actual need is at no time present in these cultural equations. The 
culture of complete submission is never characterized by need, because the good 
consumer will always be protected; shielded from harm and ‘reality.’ The only need is 
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that the consumption cycle (Debord’s SPECTACLE of consumption) must be constantly 
nourished, or it dies, giving way to either new forms of fashion/fascism (in the form ofall- 
around belt-tightening) or to the liberation of culture. But our society is too 
sophisticated to believe that any way of life other than the present one could be “free.” 

Example B: In 1979 when the Mu$ic Industry was losing enormous sums (because ithad 
fallen behind the demands of culture through its sheer deadweight), it first propagated 
the idea that someone other than itself was to blame; that MUSIC ITSELF could die. 
Presumably this meantthatall interaction in natural sound would stop, thatnoone would 
ever hum, and in fact that all sound would vanish. No. Their narrow conception of 
“music” was in danger of losing support. But this was their own fault. Now they’ve 
learned to tantalize with video images and shall continue to doso until noonegivesa shit 
for that anymore either, whereupon the cry will go up again, and as a result four-track 
recorders will be banned from the marketplace (for we home doers would have been to 
blame, don’t you know). Then very quickly smellovision will be introduced, the smell of 
the singer from Spandau Ballet will be piped into our homes, and the flag will fly free once 
again (“‘...1 know this much smells true...”) 

ASCAP exists as it does today because we have been conditioned to feartrueinitiative, 
and simultaneously to consider success only as having reached every home in America 
and the world (especially those who buy their first radio just to hear YOU, like in Tibet or 
something). Culture is not a reward system, itis an inalienable right of living beings. Itis 
breathing, seeing, speaking, feeling. Itisthesum total of ourinteractionsthroughoutlife. 
ASCAP would reward us for interacting more or less CORRECTLY. It’s enough to 
undermine the omnipotence of money as a motivating factor...isn’t it? 

Ihave no data on the Paviovian consumer, however |Idonotdoubtthe existence of this 
phenomenon. It is only “necessary” to feed the mechanism of consumption once in 
order to keep it eating, and wanting to eat. Rock music exists in order that it may be 
consumed in products. No other musical form fits this formula so precisely. If the 
mechanism broke down, who knows what could result —perhaps a reciprocal society? 
Perhaps—gulp—freedom? 

But remember that the image of benevolence in the supplier is a hypnosis anda fraud. 
The food will be withdrawn if you refuse to be spoonfed. Remember: It is not enoughto 
simply EAT. You must become greedy, fat, and helpless to resist. Just one more mint—it’s 
wafer-thin. This isthe headlock, the iron grip. Itis the idea that not only is it difficult, but 
undesirable to resist. If you had never hunted or farmed before and all of asuddenit was 
your only choice, you would hate it —some would rather die than learn to support 
themselves. But the strong learn to survive and even to create by themselves —only 
beware the temptation to SELL your creations, or the whole cycle of collusion and co- 
optation begins anew. 

How charmingly naive | am! —CH 


When we get to talking about Nasty Nasty Capitalism, I get to wondering why it’s not 
taken further (charming naivete?). Like what’re the options? Sure we can play around 
with the details of the economic/swapping sphere, but it all comes down to the same 
system, one of controller versus controlled, possessor vs. possessed, consumer vs. 
producer (we haven't decided/agreed on any necessary dominance matrix here, 
though the current model —USA 1986— is clear). If music isn’t produced to score points 
translated into $§, it's used to score points translated into wooing: the gods, thelady, the 
queen/king, or to lullaby a child, or to pacify/envigorate/unify the workers, or to 
exhilirate/arouse the warriors. Or to sooth/thrash one’s own soul. Each of the former 
are strategies of the game we play with others; the latter is for practice... 

ASCAP began asa worker's union to protect musicians from the exploit[er]s of clubs- 
restaraunts, etc., making money off musicians with no compensation. [ASCAP] quickly 
slid down the pike of bigness-and-all-that-is-bad, which merely meansit’stime to work 
out something else and to ditch the old. 

The path that | follow explores the possibilities of the limitsto power. | mean, whoam 
I toargue with the entire basis for existence? So: small is cool. Big is nasty. Choice is the 
exulted one. Diversity. Multiplicity [over duplicity?]. Multifariousness. Questions | 
wave like swords concern problems of size and variety and degree, and vivacity asa 
function of these. Such inquiries demand continuous and open-ended assessments 
and judgements and upheavals, as all good (by my definition) “culture” should. Long 


live small, where oscillation can flourish, say I. —PS 
A Bounty of Sounds from the audiofile Valley 

aT 1: TEST DEPARTMENT Live at the Ritz NYC 1984. C-60 ....... 0.0... ccccccceceeee $5.00 
aT 2: Hear the ROAR of Mountains 

(International compilation of 38 artists + 30-page booklet including Problemist, Hunting 

Lodge, Bene Gesserit, Elliott Sharp, and Sleep Chamber) C-60+C-90............... $7.00 
aT 3: JOSEPH K. NOYCE— “Upbeat-Downbeat” 

(The rhythms are Austrian—the music is universal) C-60 Chrome ................. $5.00 
aT 4; NOMUZIC— “...hat touch” 

(Sounds to delight from the people who bring you gruel) C-60 Chrome ............. $5.00 
aT 5: BODY WITHOUT ORGANS 

(Music for marching torso men. Includes the hit single “Dada Kabalah) C-60 ........ $5.00 
aT 6: SCHLAFENGARTEN— “Narcotica” 

(This is what happens when you don't eat your peas!) C-46 Chrome ............... $4.50 
aT 7: PSYCHOLOGICAL WARFARE BRANCH— “From Herhetorics to Politrics” 

(Dastardly doings from Somewhere in California) C-60 Chrome ................... $5.00 
aT 8: If, BWANA— “Fun With Fish” 

(A fourth solo release...at your service) C-60 Chrome ........ 22... .ccsceeeeees $5.00 
aT 9: NOMUZIC— “Use Mice” 

(A second collection to make your furry heart swell) C-60 Chrome................. $5.00 
aT 10: BODY WITHOUT ORGANS— “Body Without Orgones” 

(The second chapter of the five-part trilogy...) C-60 ............ccccccececcecuce $5.00 
aT 11: CROINERS— “Exchange of Force” 

(A man, a synth, a DE-200...a vision of truth) C-60 Chrome .................0.05 $5.00 
aT 12: NOMUZIC— “In /Divi /Dualism” 

(Prolifico syntho poppo throbbo noiso loopo loopo) C-60 Chromo ................. $5.00 
aT 13: DOG AS MASTER— “Places Without Air” 

(A set of audio theatrical enclosures...utterly unique) C-60 Chrome ................ 55.00 
SOP/aT 1: If, BWANA & NOMUZIC— “Whee. Whoopee. Wow,” 

(A monumental first collaboration. Pure savagery. Don't ask...-?-) C-60 Chrome ....... $5.00 
SOP 31: NOMUZIC— “Bum.” 

(Brand new, from Sound of Pig Music) C-60 Chrome .............0.0.0.0eee0005 $5.00 


Coming soon from the Valley: Sounds from SMERSH, Architects Office, Audio 
Leter, Donald Miller, and more. 
Please add ‘1.00 for postage. Address all orders to: CARL HOWARD—A/a 209-25 18 Avenue Bayside 
NY 11360 USA. Ask about more upcoming projects. 
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Design art/Mashinenraum 


Ausreisewillig (Migration Wave) (Contact: William Davenport 801 22 Street San 
Francisco CA 94107). A major criticism of pure noise cassettes has been that they area 
dead end. Technologically speaking, this is perfectly justifiable. The simple fact is that 
most pure noise is unprincipled; undisciplined. In the cases of both Non and Lou Reed’s 

- Metal Machine Music however one finds a consistency which is the result of attention to 
aspects of form and technique. Their work in the genre proves that content itself is an 
insufficient aesthetic. Boyd Rice’s devastatingly surreal vision is present throughout the 
body of his work, while with the Reed discs the approach is surprisingly enough formal 
and serious, with an acute working sensitivity to the technology employed. 

Still, both artists remain far less scholarly than does Karleinz Stockhausen in his 
pioneering work between 1953 and, say, 1973. His influence over modern music during 
this period is bothgreaterthan that of any of his “colleagues,” and more widespread than 
we imagine today. Characteristic of the composer’s work after the mid-1960’sis the use of 
predominant leading tones with full explorations of relevant overtones —more often 
than not such tones are acoustically generated and only rarely modified electrically. Lou 
Reed, on the other hand, employs ring modulation in order to effect electric guitar and 
speeded tapes. What is importantis that Reed did this in 1975, a year before “punk” and 
“industrial” exploded simultaneously into the clubs and shops. 

Watch how all of this gets tied in now: Today, when “noise” haslost the power toshock 
and suffers from the co-optation of “fan” loyalty (see what Nigel Ayers of Nocturnal 
Emissions has to say on the subject in Unsound Volume 2 #3/4), it becomes essential to 
rewrite Luigi Russolo: to change the art of noise into the noise of art. “Noise’’ must be 
principled, even scientific; it must be self-effacing and adaptable. Surrealism —as Boyd 
Rice proves— is best employed’ not as a “form” but as a tactic for the ‘smart’ 
artisan/revolutionary. When the trio of Tommy Bland, Bonnie Kane, and William 
Davenport (yes, Problemist) set out to generate Mashinerraum (or “Maschinenraum,” 
as Davenport would spell it), they seem aware of these considerations. Their well- 
sculptured noise has everything to recommend it, recording quality included. 

It is not thatthese are Americans creating a fictitious German band, but that the band 
itself is a recognition of the German spectacle (which is half Debord/half Disneyland). 
There is no latter-day Nazi ass-kissing here, and likewise no misguided nostalgia for 
either Nietzsche or Wagner (two folk heroes of the modern day). Rather: it is the 
spectacle of image diffraction; of Germanyas observed by Americaand Germany, andof 
America as viewed by itself and as its thick shadow over Germany today. Who can deny 
that the heavy spectre of terrorism in modern West Germany isa result of the country’s 
prostitution into a mere satellite of the US —into a surrogate democracy? The issues 
involved here are best covered in the German Issue of Semiotext(e) magazine (1982),and 
Migration Wave in asense plays out like the soundtrack to this leftist text. The cassette 
itself is presented in the red, black, and yellow of the German flag—surely agreater detail 
than most “underground” products would go into. 

Mashinenraum reconstitutes the metaphor of the German spectacle through that of 
the American, being a sonic (what else?) barrage of electronic and acoustic instruments 
mixed skillfully against a fully comprehensible cut-up text of broadcasts by master 
cylinder Jerry Falwell. Recalling Problemist’s “Hammer is Falling’’ (from the 9 Times 
Sanity LP) we find a recurring usage of Falwell, even to excess; however we must 
remember that the Reverend is the chief voice of American-based Christian militia 
today, and as such is second only to our President as the country’s biggest terrorist. 
Gregorian chants, which also appear here as an almost subliminal aspect, become 
another weapon in the already mysterious and complex Davenport arsenal. 

There is a difference between contemporary news analysis and the manner in which 
political theorists dissect data. The former of these is merely charged with the 
dissemination of current events and with the identification of CERTAIN social trends. 
The latter can open the way for analysis without reification (opinion/editorialization). 

- Strategem such as those of the situationist theorists can correlate seemingly 
unconnected data into a cohesive whole, such that the existence within one German 
society of both the brutal Baader-Meinhof Gang and the meditative peace of 
Stockhausen can be understood. No Newsweek or US News & World Report analysis can 


afford to be so far reaching, since to journalists speculation is the ultimate blasphemy. 

Within the Ausreisewillig project such “extremes” are joined (if simplified by 
metaphor) into one pure-bred spectacle, but one which reflects the reality of Germany 
today in a manner which no newscast can. This means a combination of Falwell’s 
propagandistic hysteria with the electro-acoustic texturing of Stockhausen’s 
tone/overtone relationships. Despite appearances, such an approach (by “art rock” 
musicians) bears greater resemblance to work by Architects Office —or by the expatriate 
Room 291— than to the pure experimenting of Metal Machine Music. Such 
tone/overtone work is not consistent however, for if it were the depicted metaphor of 
the German spectacle would not be accurate. For example, it is also appropriate to 
consider Einsturzende Neubauten’s more causal approach to sound; there the 
instruments themselves take on political import (this is why it would havebeenirrelevant 
for either them or SPK to have stuck to pure metal-clang records. Metal, as an aspect of 
“noise” music, has lost its potency as a defensive weapon). Meanwhile the sociological 
phenomenon of the Migration Wave, which has resulted in a cheap immigrant labor 
force but high native unemployment, is here considered for the first time by any 
American band. 

The plea for a more unified political analysis —for the view of the all-encompassing 
spectacle as opposed to the simple isolation of cause-and-effect judgements —seems to 
be the aim of the track “Reduce This Distance” —this is the end of political extremes (of 
the systems which judge “factions” to be at odds) and consequently of extreme-ism. 
Even the outlandish claims of a Falwell (‘The Supreme Court legalized murder in 1973,” 
says he of abortion) find a unilateral politic within the enacted metaphor of 
Mashinenraum. 

The tape, recorded on either May 12 or December 5 (depending on how one reads 
5/12) 1985, makes use of strong stereo imaging and the well-calibrated effects of astudio 
envrionment. Whether Mashinenraum is a new group or a one-shot studio project, its 
importance is indismissable (is that a word?). And look for Davenport abusing Falwell 
once again on the very electronic After Sanity cassette (Contact: Ladd-Frith PO Box 967 
Eureka! CA 95502) and on the cut “Heart Imprint” for Tape Report #1 (Contact: Die Ind 
c/o Wolfgang Dorninger Freistadterstrasse 237/A-4040 Linz-Urfahr AUSTRIA). 

Finally, the presence of a woman (Kane) in Mashinenraum is refreshing to see. Their 
increasing numbers within the almost exclusively male genre of noise may just prove to 
be the swift kick in the ass that it’s needed all these years. But let this be qualified, 
however. Kane, who wonders how her own “offthe record stand” can geton the record, 
says she has “philosophical” disagreements “on the topic of being female and having it 
pointed out all the time (in my job, ... musical field, etc.).” For her, gender is not an issue 
where her interests are involved “because being female is not the motivating force... | 
wish to make ahuman statement, one that takes all of our differences and samenesses in 
hand.” Kane observes that “I think that the sexual politics thing has just been so greatly 
abused with the naming of differences and issues, only causing greater awareness of 
separation and alienation instead of emphasizing the common ground reached by 
different paths...” 

And so Mashinenraum reveals itself as either an unusual investigation or an elaborate 
goof. The analysis of the situation as given here should by no means be construed as 
absolute; however it is the implications of such an effort which are startling. 

—CH 

(Counterintelligence Retort: In response to this article, Davenport reveals the real 
story: “[Mashinenraum] is sort of abig joke where | get together with Tom and Bonnie 
and play around. We also did a show recently where Tom dressed as the Statue of Liberty 
and | was dressed as Harpo Marx; Bonnie just wore funny glassses and plastic clothes. | 
don’t use Falwell anymore on my recordings or live —I’m very sick of that approach— 
now my main found sounds are Gregorian chants. As for Mashinenraum it’s gone and 
dead with no sorrow —it was a short project, one tape and alive show... With Problemist 
the project is very complex, but with Mashinenraum the approach was mainly 
improvisational and the usage of Falwell was one of the instruments | used to improvise 
with —his mouth is my sax. [As for the review] | must say sometimes—especially with this 
group you read more into it than what was really there.” 2 
Harumph! That's score 1 for Reality, Anal-ysis 0.) 
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